This essay argues for a wider recognition of The Unvanquished as a short-story cycle and for a new appreciation of its generic features of simultaneous fragmentation and unity. For much of its critical history The Unvanquished was misinterpreted as a short story miscellany or as a bildungsroman. Reading it as a short-story cycle allows an acknowledgment of its inherent tensions and discontinuities without urging a resolution that would elide or eclipse them, as has frequently been critical practice. Presenting first an overview of the conflicted critical history of The Unvanquished, and demonstrating Faulkner's deliberate use of hybrid forms, the essay then focuses on the distinguishing features of three stories to explore the tensions between their disparate plot movements and the volume's underlying unity. The essay's central argument is that it is due to its hybrid formality that The Unvanquished presents a unique contribution to Faulkner's oeuvre of the 1930s.
Often regarded as one of William Faulkner's least notable works, The Unvanquished (1938) has received relatively little attention in the huge repository of Faulkner studies.
Critical and academic opinions have favoured Faulkners' more complex 1930s fiction, and the quantity and quality of this book's reception does not compare with the reception of As I Lay Dying (1930) , Light in August (1932) or Absalom, Absalom! (1936) . Much of the early critical interest in The Unvanquished focused on the book's genre. While early reviewers were favourably impressed by what they deemed was a collection of interlinked stories, most literary critics since the mid-twentieth century have regarded the book as a novel. The question of the book's genre may appear to be merely one of description or categorization, but it is however an important one. Genre guides critical and readerly expectations and is instrumental in determining our appreciation and evaluation of literary works. For instance, the view that The Unvanquished is to be considered a collection of stories with little internal coherence would undercut the notion that its overall thematic complexity is worthy of serious critical attention. Similarly, reading the book as a novel would eclipse the brilliant diversity of the book's disparate plotlines. Both readings would fail to adequately evaluate The Unvanquished's place in the development of Faulkner's artistic oeuvre and would deny the book a place of note in what is arguably the most important decade in Faulkner's artistic career. This essay argues for a wider recognition of The Unvanquished as a short-story cycle and a new appreciation of the features that effect a tension between its simultaneous fragmentation and unity, a tension that is inherent to the genre. This enables a re-evaluation of The Unvanquished as a generically hybrid book whose thematic diversity and narrative intricacy makes it fully deserving of its position among Faulkner's works of the 1930s.
The genre of the short-story cycle has roots that go back to ancient times in which individually composed stories were gathered together to form cycles or sequences that were orally transmitted. The Odyssey and Iliad, the Panchatantra, Ovid's Metamorphoses are such cycles, and many more cycles of stories, poems, plays and novels have been popular throughout the world, and in all periods of literary history. In contrast to this long history of the genre, the history of its literary theorization is a very short one. The systematic description of the genre began in the 1970s with the first authoritative publications by Forrest L. Ingram (1971) and Joanne V. Creighton (1977) .
Susan Garland Mann published the first systematic history of the short-story cycle in 1989. Since the 1990s a growing body of critical and theoretical explorations of the genre has emerged, with varying suggestions for the correct nomenclature including short-story composite, fragmented novel, story compound, short-story sequence, hybrid, blend and so on. It is now accepted practice to use the term short-story cycle. Cycle is indeed a felicitous term because it expresses recursiveness and repetition, and not merely sequentiality, as the specific characteristics that distinguish the short-story cycle from the novel, the novella and the short-story miscellany. Briefly defined as "an open work consisting of closed stories," 1 a short-story cycle's main features are the simultaneous self-sufficiency and interdependence of its constituent parts. This "fragmentary recursiveness" and "formal hybridity," Smith notes, enables a specific mode of representing subjectivity that has too often gone unnoticed or undervalued, as part of the "pervasive, longstanding mitigation of the genre." 2 This lack of recognition marks the genre's history. As James Nagel writes, the short-story cycle has "gone largely unrecognized as a genre" even though it is "one of the most important forms of fiction in twentieth-century American literature" ; moreover, as he claims, "it is an area of intellectual inquiry that has only just begun." Unvanquished has gone largely unnoticed.
The unique relationship between the individual, self-sufficient stories and the unity and coherence of the cycle as a whole has been defined by various theorists as a tension; the tension between "the one and the many," 17 or, more specifically, the "tension between simultaneous separateness and cohesion." 18 In the genre's spectrum of cycles the degree of this tension between fragmentation and coherence determines how close a book is to the miscellaneous collection or the traditional novel. 19 The
Unvanquished is at the end of the spectrum that features the more obviously or explicitly unified cycles while Go Down, Moses is at the other end of the spectrum where we find the more implicitly unified cycles that can easily be taken for short story Since for much of the twentieth century, and even today, critical consensus has been that The Unvanquished is a novel presenting the narrative of Bayard Sartoris' development from childhood to maturity, the general tendency has been to ignore the specific nature of each story's separate narrative structure and tonality. Assuming a priori the book's ultimate cohesion, critics have regarded each story primarily as a building block in the overall thematic edifice, all sequentially contributing to story of Bayard Sartoris' coming-of-age. As a consequence, the last story, "An Odour of
Verbena," has come in for the greater part of critical attention, as the chapter which brings together the thematic strains of the preceding stories and which allows critics to 27 Subversive Storyteller, 1. stating that "the degree of narrative fragmentation, the extent of the falling away of novelistic wholeness, is itself a dramatization of the fracturing power of time.
Faulkner's view of history includes the momentum toward disintegration." 30 That momentum, inscribed in the fragmentary structure, is also a driving force in The
Unvanquished, its disunity of separate stories causing the effect of dislocation, of estrangement and cultural fragmentation.
While there are many unifying elements in the volume, such as its cast of characters, its setting, and its themes of Southern cultural codes and social mores, the most evidently differentiating components of the book are its plots, which are as diverse as comedy and tragedy. The jarring effect of placing differently emplotted stories in sequence, often regarded by critics as a failure, is however characteristic of the wellcrafted short-story cycle. Plot activates our readerly sense of causality and arouses anticipations that structure our reading, in particular influencing our anticipations-and appreciation--of narrative endings. In The Unvanquished this interplay of causality and appreciation is activated by a diversity of plot patterns, most of which have the reassuring endings of traditional tales. The contrasts between these endings and the cycle's recurring unsettling motifs of war and betrayal evoke the tensions that are characteristic of the genre and which are also specific to Faulkner's fiction of the 1930s.
I will bring these tensions to the fore by presenting readings of three stories from the Quest, the widely used, deep-seated plot patterns that "would appear to be universal."
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The story "Skirmish at Sartoris" has often been deemed deficient since it has little to do with what critics generally consider to be the book's one plot, the maturation of Bayard Sartoris. Indeed "Skirmish" contributes little to that plot. Developing from a general situation of conflict and chaos to a final resolution, the story is based on the masterplot of Comedy. Offering entertainment rather than profundity, Comedy typically ends in light-hearted scenes of reconciliation and restoration of order, often involving a marriage or another form of union between the central characters of the narrative who were previously divided by parents or circumstances. To this masterplot belongs the type of an "unrelenting parent," a character who complicates matters considerably, and a plot movement from protagonists' inner confusion and ignorance to insight and awareness.
In "Skirmish" the comedic situation of conflict and confusion is initiated and fuelled by the indomitable ladies of the town, who are convinced that Drusilla Hawk has been living in sin with John Sartoris and is now pregnant. On hearing this falsehood, Drusilla is too shocked to deny the charges and runs away in confusion to hide from the pressures of the social gaze. Chaos and misunderstanding increase with the arrival of 31 Narrative, 42, 43.
32 Ibid., 43.
two notherners who come to help elect the first black marshall of Jefferson. When Drusilla comes to her senses (following the plot's movement from ignorance to insight) and accepts the marriage with John Sartoris that Miss Louisa, the story's "unrelenting parent figure," has arranged, the plot's movement toward resolution begins. John Sartoris agrees to the marriage and ends the political complications by killing the carpetbaggers. When the marriage takes place at the end of the story, the old order is fully restored, and the story concludes on a triumphant celebratory tone with men of the old regiment shouting the rebel yell; "'Yaaaaay, Drusilla!" they hollered. 'Yaaaaay, John Sartoris! Yaaaaay!'" 33 To read "Skirmish" from this perspective is to realise that it follows exactly the Comedy masterplot, arousing and fulfilling readerly expectations, and thus enables the pleasure of a consistently developed comedic plot. Critics have however generally not appreciated the comedic ending to this story. Akin, reading the story as a chapter in a novel, complains that it is defective since "our primary feeling at the end of the chapter is pleasure, but one expects more and the plot calls for more than this somewhat humourous story." 34 Like Akin, Blotner dismisses this narrative as a "happy-ending story" that is out of character for Faulkner, and even suggests that the author "may have gagged as he wrote the last lines." 35 The plot however precisely calls for this light and uncomplicated tonality since Comedy is by definition conservative and ultimately on the side of the establishment.
The fate of "Skirmish" has been to be disregarded or criticized as being incongruent with the other stories of the book, none of which have the Comedy masterplot. In the theory of the short-story cycle, such an anomalous story is called a 'fringe story' or 'satellite story' to distinguish it from the core stories in the cycle. The function of such a fringe story is quite important to the book as a whole because it augments the cycle's characteristic disjunction, emphasizing fragmentation instead of unity and leaving a sense of unease in its wake. "Skirmish" performs that function, as does, for instance, "Pantaloon in Black" in Go Down, Moses. In her discussion of "Pantaloon in Black" Sandra Lee Kleppe states that it was generally considered "an 33 Unvanquished, 262.
34 "Blood," 9, italics mine.
inappropriate anomaly" since it was incongruent with the rest of the book, but that judging from Faulkner's meticulous revision process its marginal integration as a fringe story was deliberate. 36 Acknowledging this function of "Skirmish" in the sequence of
The Unvanquished enables us to re-evaluate its contribution to the overall sequence and to refute its reputation of the book's failed story. What it contributes is not only a lightening of the overall atmosphere of the sequence, but also a stronger sense of the tension that characterizes the cycle. In this story we have seen a double murder carried out pragmatically as a necessary act to be accomplished before a wedding can take place. In the later story "An Odour of Verbena" the murder is given an entirely different tonality when Bayard says "they were men. Human beings," in response to Drusilla's statement that "they were Northerners, foreigners who had no business here." Genre is instrumental not only in guiding critical evaluations, but also in establishing atmosphere, the emotional "feel" of the story that influences reading and understanding.
Read as interrelated but autonomous stories, the atmosphere of each story contributes a different tonality to the total effect of the cycle, which as a whole is neither romantic nor realistic, nor ultimately reassuring.
The Quest masterplot is evident in "Retreat" from its beginning. A dangerous journey away from "the world of common day" is undertaken when the Federal army is approaching. Granny Rosa Millard travels to Memphis with Bayard and Ringo to find a safe place for the family silver. Since Memphis is behind enemy lines the journey involves many dangerous encounters, which eventually force them to return home with the silver, which is then buried and almost immediately found by the enemy. This quest, then, ends in a failure, but already soon after the start of the journey it appears that the quest of this story is in fact not the safe deposit of silver, but the family's safety in a more profound and fundamental sense. The appearance of the Quest type of "the wise and from this point, indeed, peripateia is ensues when Granny Millard stubbornly refuses to heed the boys' urgent warnings, as well as harmatia, her fatal "error of judgment," when she assumes that Grumby will not hurt an old lady.
It is important to read this story on its own terms as an end-conscious, fully achieved narrative. If seen as a chapter in a bildungsroman it may be judged as a deficient, similar to "Skirmish," and indeed critics who read it from this perspective have found the ending problematic. and those he acquired through his extensive reading in modernism meant an abiding "conflict of cultures" that was never entirely resolved, and which was strongest in the 1930s. 53 The generic features of the short-story cycle are particularly suited to express these tensions. As Smith remarks, "if we most often understand modernism to be an impulse to understand, test, stabilize, and challenge the legitimacy of the word then the short-story cycle is an essential component of this critical narrative."
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Reading The Unvanquished as a short-story cycle allows the conclusion that necessitating the imposition of coherence. Smith sees it as characteristic of the shortstory cycle that the ending is just a temporary stopping point and not a conclusion, explaining that it is precisely the lack of finality inherent to the genre that "suggests that restoration is perhaps an impossibility or illusion." 56 The Unvanquished does not dispel its ambivalent intricacy in its last pages, even though they were written to unify the sequence, but suggests that Bayard's social environment has witnessed a unique reprieve from violence and guilt that in its uniqueness may well be only temporary, implying also that the unresolved tensions of the past will haunt and determine the future.
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